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Abstract 
This article is concerned with the many connections between creative work and workers, and education 
work and industries. Employment in the education sector has long been recognised as a significant element 
in creative workers’ portfolio careers. Much has been written, for example, about the positive contribution 
of ‘artists in schools’ initiatives. Australian census analyses reveal that education is the most common 
industry sector into which creative workers are ‘embedded’, outside of the core creative industries. 
However, beyond case studies and some survey research into arts instruction and instructors, we know 
remarkably little about in which education roles and sectors creative workers are embedded, and the types 
of value that they add in those roles and sectors. This article reviews the extant literature on creative work 
and workers in education, and presents the findings of a survey of 916 graduates from creative 
undergraduate degrees in Australia. The findings suggest that: education work is very common among 
creative graduates indeed; while there are a range of motivating factors for education work among creative 
graduates, on average they are satisfied with their careers; and that creative graduates add significant 
creative-cultural and creative-generic value add through their work. 
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Introduction 
In this article we examine the phenomenon of creative work and creative workers in 
the education sector. The article is divided into two parts. In the first part we begin by 
discussing the shortcomings of top-down approaches, such as using census data, to assess 
either the extent of creative workers’ employment in education, or the variety of 
contributions people with creative qualifications make in the sector. We then move on to 
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discuss a range of research and reports from a variety of countries that bear on the 
employment of creative workers and graduates of creative degree programs in the 
education sector. Often indirectly, these reports indicate the significance of employment 
in the education sector for creative workers, frequently as a component of a portfolio 
career. They also highlight – again, often indirectly –  some of the difficulties that arise in 
attempting either to accurately enumerate the size of the creative workforce in education, 
or to evaluate the contributions that creative workers or workers with creative training 
make to the education sector. We conclude this part of the article with a brief discussion 
of two large surveys of arts and creative graduates, one from the UK and the other from 
the US, focusing on their findings on embedded creative work in education.  
 
The second part of this article reports some of the findings of a major recent survey of 
employment and career outcomes for graduates of creative degree programs from 10 
Australian universities. The survey mined a rich lode of information about graduate 
outcomes from the sample in general. In this article we focus on the findings relating to 
graduate employment in education occupations and industries. As discussed below, the 
survey covered a proportion of the degree programs that broadly correspond with the 
definition of creative industries and creative occupations used by the Australian Research 
Council Centre of Excellence for Creative Industries and Innovation (CCI). The survey 
questioned 916 graduates with conferral dates from 2007 to 2012 in undergraduate degree 
programs in visual arts, literary arts/creative writing, performing 
arts/dance/drama/technical production, music, film, television, new media and animation, 
or in a more general creative degree program including a first major in one of the above, 
about their career trajectories, employment experiences and work histories to five years 
post-course completion. The survey produced findings that are somewhat at odds with the 
findings from analysis of census data, and provided insights that census analysis could 
not. In the conclusion to this article, we discuss some of the possible reasons for the 
discrepancies between the data sets, and assess the importance of the new insights for 
thinking about creative employment in education. 
 
Placing creative work in education in context 
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Just as careers in the education sector include but are by no means limited to in-class 
teaching, embedded creative employment, creative work and the work of graduates with 
creative qualifications in education also extend beyond the classroom. Table 1 below lists 
the Australian and New Zealand Standard Classification of Occupations (ANZSCO) 
range of educational occupations, while Table 2 lists the occupations reported by 
respondents to the Australian graduate survey discussed in the second part of this article. 
And just as there are differences between the various education career roles – for example, 
between a generalist primary school teacher who teaches art as one among many subjects, 
a specialist art teacher, an artist-in-residence who may work in a school for a short period, 
an arts academic in an education faculty who works with trainee teachers, and a school 
administrator or head of department with a background in the arts – so too are there 
differences between the contexts in which education work takes place – for example from 
music tuition in school or university, to music therapy in the health sector, to private 
tuition, to community music practices. As the latter group of examples shows, there are 
also differences between ‘arts education’ (e.g. musical instrument tuition, or the teaching 
of painting) and ‘arts in education’ (e.g. the use of music to teach mathematics, or film to 
teach a foreign language). All of these examples highlight the complexity of creative 
work in education. In this article we argue that it is only possible to chart and quantify 
this complexity through the use of a range of data sources and approaches. 
	
‘Top down’ approaches and their limits 
As part of long-term and ongoing research that seeks to better understand the creative 
workforce, the CCI developed the metaphor of the ‘Creative Trident’. Drawing on data 
from the Australian census, the CCI developed an occupation/industry matrix of two 
rows and two columns: 
 
 [Figure 1 here] 
 
The Trident defines creative employment as: those in creative occupations in the 
creative industries (who are termed ‘core’ or ‘specialist’ creative workers); those in 
creative occupations outside the creative industries (‘embedded’ creative workers); and 
those in non-creative roles within the creative industries (‘support’ workers). The fourth 
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quadrant contains the balance of the workforce: all of those employed in non-creative 
occupations outside the creative industries. As one of the Trident’s architects, Stuart 
Cunningham, observes, ‘Simply put, the number of people employed in the “creative 
economy”: is the total of creative industries employment plus embedded employment’ 
(2013, 128).  
 
‘Top down’ approaches which use census data to draw conclusions about the size of 
the creative workforce, such as the Trident, do not however reveal the whole picture of 
creative employment in education. Such approaches, we argue, need to be supplemented 
and extended by ‘bottom up’ approaches, such as graduate tracking surveys, in order for 
the contribution made to the education sector by creative workers or workers with 
creative qualifications to be more accurately evaluated and assessed. The reasons for this 
are several. A national census provides a snapshot of employment on a particular day in a 
particular country. Respondents detail their occupation based on their main income at the 
time of the survey. This will affect the calculation of (embedded creative) employment in 
several ways. First, the increasing number of creative and other workers who work in 
several jobs simultaneously will only be represented in the census in one occupation and 
industry segment. An artist or musician who earns their main income from their creative 
work but who also has a part-time, casual or sessional teaching job for example, will only 
appear in the census in their core creative occupation. Second, those creative workers 
who are employed as administrators, teachers, lecturers or researchers in formal primary, 
secondary or tertiary institutions, or in informal settings, must decide whether to 
represent themselves as teachers etc., or to list their occupation as their creative 
specialisation, within the education segment. In either case, the census data will not pick 
up all of those who are either embedded creative workers, or who have creative industries 
training or backgrounds and are earning their main income from a non-creative 
occupation. That is to say, the census data available to us is likely to significantly 
misrepresent embedded creative employment in education. It is still instructive to 
examine this data, but this caveat must be acknowledged.  
 
We know from bottom-up graduate surveys such as Creative Graduates Creative 
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Futures (Ball et al. 2010), the US Strategic National Arts Alumni Project (Lindemann 
and Tepper 2012), and the Australian survey we discuss in more detail in the second part 
of this article, that many graduates with creative qualifications or backgrounds in the 
creative industries work as education professionals – administrators, teachers, lecturers or 
researchers – in non-creative areas. As noted above, census data alone will not 
necessarily accurately represent the size of this group. Neither will census data alone tell 
us whether these education professionals are or ever have been also employed in a 
creative occupation. A significant proportion of this group is likely to be primary school 
teachers, who are typically generalist teachers. Given that in many countries generalist 
teachers tend to teach arts at primary level (EACEA 2009; Alter, Hays and O’Hara 2009), 
whereas specialist arts teachers are often employed to teach arts subjects at secondary 
level, those generalist primary teachers with qualifications or backgrounds in the creative 
industries are unlikely to be represented as embedded creatives in censuses, despite the 
fact that they undertake creative work as part of their normal employment. The extent to 
which these workers’ qualifications or backgrounds inform or define their roles in 
education can only be discerned via targeted surveys, such as Creative Graduates – the 
large Australian study of graduate destinations which we discuss in the second part of this 
article. 
 
A further difficulty in enumerating the embedded creative workforce in education 
relates to creative workers whose employment in education not only represents part of 
their career portfolio, but is also for a limited period of time. Partnerships between 
creative workers, arts and cultural organisations and educators in both formal and 
informal educational settings are numerous, and take many different forms around the 
world (IFACCA 2012). Artist-in-residence programs facilitated by state arts agencies in 
partnership with education authorities, or by independent organisations, such as the 
Leverhulme Trust in the UK, may run for short periods and be based around a particular 
creative project. Other examples include the Arts Victoria Artists in Schools program in 
which artists work in schools for up to 20 days at a time (Arts Victoria 2011).  
 
Collaborations between artists and educators may take place over a more extended 
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period of time, such as the Enquiry Schools and Change Schools programs delivered 
under the UK Creative Partnerships scheme (2002–2011). Enquiry Schools was a one 
year program, and Change Schools was a three year program, although the actual time 
spent in schools by ‘Creative Agents’ was limited to six days in the former program, and 
20 days in the latter. 
 
Exposure-to-arts programs involving school excursions to galleries or arts centres, or 
incursions delivered by visiting arts organisations in schools, also involve creative 
workers in education activities (Arts Victoria 2011). In addition, creative workers may 
also be employed for short periods to provide professional development activities for 
teachers. This is considered to be particularly important at primary level (Bowell 2011), 
although once again data on the number of creative workers engaged in such work is 
limited and dispersed. 
 
From ‘top down’ to ‘bottom up’ approaches to creative work in education 
Despite these caveats, census data can provide some insights into the creative 
workforce in education. CCI analysis of Australian census data for 2006 and 2011 
indicates that of those respondents self-identifying as working in creative occupations, a 
total of 10, 924 creative workers were embedded in primary, secondary, tertiary and adult 
education in 2006, growing to 13, 134 in 2011. This represents 7.39% of the total number 
of embedded creative workers in 2006, and 8.11% of the total in 2011. In both census 
periods considerably larger numbers of creative workers were recorded as embedded in 
tertiary education than in pre-school and school age education, or in adult education. As 
we will discuss further below, this finding was a little surprising given the volume of 
literature on arts education in schools, compared with the relatively small literature on 
tertiary arts education.  
 
This finding also appears to contrast with that of the UK Creative Graduates Creative 
Futures survey (which is discussed in more detail below), in which fewer than 1% of 
respondents indicated that they were teaching at the tertiary level at the time of the survey 
(Ball et al 2010, 114). This apparent anomaly may be explained by the fact that the 
B Goldsmith and R Bridgstock 
	
7	
	
majority of respondents who were teaching at the time of the UK survey ‘recorded their 
job title as teacher and did not specify the level at which they were teaching’ (Ball et al 
2010, 114). That is, it is conceivable that many of those creative graduates who recorded 
their occupation simply as ‘teacher’ were working in higher education.  
 
In both the 2006 and 2011 Australian censuses, ‘Librarian’ was the occupation with 
the largest number of embedded workers in each of the three education segments. 
Librarians embedded in education represented 42% of the total number of embedded 
Librarians in 2006, and 44.97% in 2011. There were also substantial numbers of Public 
Relations Professionals, Marketing Specialists, Software Developer Programmers, and 
Instrumental Musicians working in primary, secondary, tertiary or adult education. But 
while these occupations are classed as creative occupations in Australia, they are not all 
recognised as such in other countries. This highlights one of the difficulties in accurately 
comparing data from one country to another: occupational and industry codes and 
descriptors are rarely commensurable. 
 
There is a wealth of literature from many different countries on arts education, and 
the importance of the arts in education.1 Much of this literature focuses on the processes, 
impacts, or outcomes of teaching the arts or creativity, with some attention paid to the 
training and expertise of teachers. While often not their primary concern, some reports 
and studies do provide detailed statistics and insights into the educational backgrounds of 
teachers, and the professional development activities available to them. Although the data 
and discussions rarely directly address our focus here (enumerating and evaluating the 
embedded creative workforce in education), they do indirectly allow us to tease out some 
of the dynamics of embedded creative work in education in a variety of countries. In the 
United States, for example, the National Center for Education Statistics (NCES) has 
conducted three surveys of arts education in public elementary and secondary schools 
(1994–95, 1999–2000, 2009–10). Inter alia, these surveys examine the types of arts 
instructors employed to provide arts education instruction, the provision of professional 
development for arts teachers and their participation in professional development 
																																																								
1 See, for example, UNESCO (2013).  
	 	 Journal of Education and Work 
8 
	
activities, and the time spent on teaching, planning and preparation. In 2009–10, among 
public elementary schools that offered instruction in various arts subjects, 91% employed 
music specialists, 84% employed visual arts specialists, 57% employed dance specialists, 
and 42% employed drama/theatre specialists (NCES 2012, 6). In elementary schools, 
most music specialists (88%) and most visual arts specialists (83%) taught the subjects 
full-time (NCES 2012, 8). In public secondary schools for the school year 2008–09, 81% 
of the estimated 65 800 music instructors were full-time specialists, with a further 15% 
being part-time specialists. Of the estimated 49 700 visual arts instructors, 86% were full 
time specialists, and 8% part-time specialists. Of the estimated 5 600 dance instructors, 
56% were full-time specialists, and 13% part-time specialists. And for drama/theatre, 
full-time specialists made up 64% of the estimated 18 000 total, with 9% part-time 
specialists (NCES 2012, 11). The proportion of full-time specialist arts teachers in both 
public elementary and secondary schools increased in all of these arts forms from the 
1999–2000 survey to the most recent, but since the total numbers cited here are estimates, 
we can at best only estimate the proportion of the total teaching cohort that these 
embedded creative workers represent. There are several further complications. The first 
relates to a calculation of the total number of secondary public school teachers. The US 
Bureau of Labor Statistics Occupational Employment Statistics only provides a combined 
total for public and private secondary school teachers (1 091 710 in 2009), while the 
NCES survey only covers public school teachers.2 The second complication relates to the 
fact that substantial numbers of full-time arts teachers taught at more than one school 
(NCES 2012, 18, 24, 32, 37). 
 
Despite these limitations, we can gain more detailed insights into the creative 
workforce in education from bottom-up studies such as those by the NCES than from 
census data alone. In other US research, the 2010 Strategic National Arts Alumni Project 
(SNAAP) survey of 10 975 arts graduates found that 12% were employed at the time of 
the survey as Arts Educators in primary or secondary schools, with a further 2% listing 
their occupation as ‘other Arts Educator’. In the CCI framework, these respondents 
would be classified as embedded creative workers. In addition to these embedded 
																																																								
2 Bureau of Labor Statistics (2009).  
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creatives, 6% of respondents to the SNAAP survey reported working in ‘Education, 
Training, Library’ occupations outside the arts. These workers would not be counted as 
creatives under the Creative Trident methodology because they are not directly working 
in a creative occupation.  
 
Another recent graduate survey provides a range of data and information about the 
creative workforce in education in the UK. Fully one-third of the 3457 respondents to the 
Creative Graduates Creative Futures survey reported that they had taught in some 
capacity at primary, secondary or tertiary level since graduation (Ball et al. 2010, 113). 
At the time of the survey, 13.4% of those reporting current main work activity were 
teaching and research professionals, with 5.5% identifying as teachers of any 
arts/crafts/media/design/performing arts subject (Ball et al. 2010 Appendix 6, 123). 
Overall, 18% of those reporting ‘any current activity’ (including part-time or voluntary 
work in up to three activities) were in teaching occupations (Ball et al. 2010 Appendix 6, 
126). Women and older graduates (over 40) were more likely to have worked as a teacher 
in a creative art and design subject (Ball et al. 2010, 113). In response to the question 
‘what kind of career did you aspire to [when you finished your undergraduate degree 
course]’, only 7.4% nominated teaching, and only 4.2% nominated teaching in an 
arts/crafts/media/design/performing arts subject (Ball et al 2010 Appendix 6, p.183). One 
in ten graduates had studied for a teaching qualification since completing their 
undergraduate studies, although only 59% of these were currently working as a teacher at 
the time of the survey. Teaching or research was the fourth most popular career goal upon 
graduation, but the second largest occupation at the time of the survey (Ball et al. 2010 
Appendix 6, 185). This finding underscores the importance of the education sector for 
creative graduates in the UK.  
 
Creative graduates and employment in education in Australia 
Current literature paints a dismal picture of the career outcomes of creative graduates 
in Australia, based largely on short-term and broad-brush measurements of the graduate 
outcomes of creative and performing arts courses. Annual Australian graduate destination 
research reports that 48.3% of tertiary creative/performing arts graduates are employed 
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full-time, and 51.7% are seeking employment three to four months after course 
completion, whereas 71.3% of university graduates in general are employed full-time, 
and 29.4 % are looking for work (Graduate Careers Council of Australia 2013). The main 
reason for this pattern of early unemployment appears to be that demand for graduate 
level work in creative arts occupations exceeds supply (Menger 2006). The conventional 
narrative on careers in the arts suggests that only a very few of the most brilliant, 
determined and/or lucky graduates will succeed. The vast majority of graduate creative 
and performing artists are expected to experience an extended transition period from 
education to work characterised by unemployment and underemployment. Most are 
expected to end up employed in a wide variety of other arts-related and non-arts related 
employment scenarios.  
 
Existing empirical work in Australia investigating graduate outcomes tends however 
to suffer from significant conceptual and methodological problems. These problems 
mean that it has not thus far been possible to paint a sufficiently nuanced picture of 
creative arts career outcomes and trajectories. First, existing graduate tracking research 
aggregates the disciplines of design, media and the arts for reporting purposes to 
maximise simplicity, and sometimes also includes the humanities (Graduate Careers 
Council of Australia 2013). Arguably, each of these disciplines has distinct career 
patterns and challenges. Second, like the national census, existing studies of graduate 
destinations focus on the graduate’s ‘main source of employment’, and ignore portfolio 
career patterns, self-employment and multiple job-holding, all of which are common 
experiences for creative graduates. These studies tend to synonymise the seeking of more 
work (as is common in the portfolio career pattern and/or self-employment), with being 
unemployed and seeking any work. Third, existing research tends not to pursue the 
graduate career trajectory far enough. As demonstrated in Cunningham and Bridgstock’s 
(2012) research into the career paths of media, communication and cultural studies 
graduates, and in McCowan and Wygnanowska’s (2008) telephone surveys with creative 
industries graduates at Queensland University of Technology, it can take two to three 
years for creative graduates to ‘settle’ into careers. Research which tracks graduate career 
outcomes over a shorter time period is then not likely to provide a realistic picture of 
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creative graduates’ career outcomes and trajectories. Fourth, there has been little 
systematic investigation into the individual contextual factors (e.g., graduate capability), 
or educational-developmental experiences associated with early career success or 
sectoral/occupational exits among creative graduates (c.f. Bridgstock 2011). Fifth, 
existing research does not explore the various kinds of creative value that creative 
graduates add through their work, whether or not they or their work are categorised as 
‘creative’. 
 
The study discussed in the remainder of this article characterises the trajectories, 
experiences and destinations of Australian creative arts graduates to five years post-
course completion. It takes account of portfolio career configurations, and time needed to 
‘settle’ into creative careers. It is limited, however, in that the sample corresponds with 
the ‘cultural production’ category of the CCI Trident Mark II model of creative 
workforce mapping – that is, music and performing arts; film, television and radio; 
writing, publishing and print media, plus the visual arts (see Cunningham 2013, 133–38). 
Creative graduates from degree programs that correspond with the CCI Trident Mark II 
category of ‘creative services’ (advertising and marketing; software development and 
digital content; architecture and design) were not included in the survey. Despite this 
limitation, the study does make a reasonably detailed original contribution to a field of 
research dominated by top-level census analyses and qualitative case studies. Further, the 
study allows us to make reasonable inferences about the working lives of aspiring and 
emerging cultural production workers.  
 
The study involved web-based surveys of 916 graduates from undergraduate creative 
degrees, with conferral dates from 2007 to 2012 (please note, however, that sample sizes 
for each analysis reported here vary from 916 because of a small amount of missing data). 
A total of 10 Australian universities were involved in the study. Depending on each 
university’s rules with respect to use of alumni data, eligible graduates were contacted via 
invitation emails, alumni newsletters, text messages, or paper-based letters and invited to 
participate in the survey. Eligible graduates included those with specialist degrees in 
visual arts; literary arts/creative writing; performing arts/dance/drama/technical 
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production; music; film, television, new media and animation, or with a more general 
creative degree including a first major in one of the above. The disciplinary breakdown is 
provided in of participants is provided in Figure 2. 
 
[Figure 2 here] 
 
Of the 913 survey participants, 13.78% had undertaken a formal qualification in 
education of some type in addition to their creative degree, the most common type of 
additional qualification. The most common educational qualification was a graduate 
diploma undertaken subsequent to the creative degree (38.20%). 
 
Of the 913 participants, 849 reported on their job history, including details of the last 
five jobs that they had held, in reverse chronological order and including concurrent and 
overlapping jobs, since graduation. For all bar one participant, this encompassed their 
entire job history since graduation. A total of 80.18% (681) were currently working in 
some capacity, with others unemployed, studying full-time or out of the workforce (e.g., 
travelling). 
 
The participants gave details of job title and sector for each job. Jobs and employers 
were coded post hoc according to the Australian and New Zealand standard 
classifications of occupation (ANZSCO) and industry (ANZSIC). Educational 
occupations and industries are presented in Table 1 below. 
 
[Table 1 here] 
 
Education occupations 
Of the 681 participants who were currently working, 23.35% (159 people) were 
employed in education occupations in at least one of their current jobs. Education 
occupations represented the highest concentration of non-creative jobs held by the 
graduates, followed by jobs classified under ‘Business, Human Resource and Marketing 
Professionals’ at 12.80%.  
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The most common education occupations reported by the graduateswere music 
teaching in private tuition (19.21%), university lecturing (11.92%), university tutoring 
(9.93%), private dance teaching (9.93 %), and secondary school teaching (9.27%). The 
education occupational break down is provided in Table 2. Graduates of degrees from 
Music and Performing Arts disciplines were far more likely to engage in education work 
than graduates of other disciplines (2 (5) = 103.81, p = .0001; music 41.7%; performing 
arts 36.8%; visual arts 9.8% writing 6.7%; film/tv 4.3%). Females were much more likely 
than males to undertake education work (U = 10.45, p = .005). 
 
[Table 2 here] 
 
Overwhelmingly, the industry in which the graduates were employed in educational 
capacities was Education and Training (77.04%), with another 16.33% in Public 
Administration and Safety (including government departments responsible for education 
and the arts) – see Table 3.  
 
[Table 3 here] 
 
Within the Education and Training sector, the most common sub-sectors were Arts 
Education (35.76%), Higher Education (22.52%), and combined primary/secondary 
education (17.88%). The ‘Arts Education’ category primarily involves non-vocational 
instruction in the arts, including acting, drama, dance and ballet schools, with units 
primarily engaged in activities leading to degrees usually included in ‘Higher Education’ 
rather than ‘Arts Education’ (Australian Bureau of Statistics, 2014).  
 
[Table 4 here] 
 
Education Industries  
Of the 681 participants who were currently working, 23.94% (163 graduates) were 
employed in educational industries in at least one of their current jobs. Their occupations 
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in Education Industries were most commonly ‘Education Professionals’ (70.23% of 215 
jobs within Education Industries), followed by Business, Human Resource, and 
Marketing (6.98%), and then Arts and Media (5.58%) (see Table 5 for more details).  
 
[Table 5 here] 
 
 
‘The portfolio career’ and ‘the day job’ 
Further statistical analyses were undertaken to investigate the bases under which 
creative graduates were employed in educational work, and whether or to what extent 
they were also engaging in creative practice or other types of work at the same time, in a 
‘portfolio career’ arrangement (Mallon 1999), or a ‘day job’ pattern (Throsby and 
Hollister 2003). Of the 151 graduates who held at least one education occupation job, 
44.37% held multiple jobs at once, with only 25.83% employed in a single full-time 
education job. Education occupation job holders had, on average, 1.93 jobs per person, 
higher than the average of 1.43 current jobs for all participants surveyed, indicating a 
higher incidence of the portfolio career among the ‘education occupation’ group than the 
cultural production graduates studied in general.  
 
Of the multiple job holders, 58.21% held at least one creative job in addition to their 
education job/s.3 A total of 40.30% held at least one non-creative job in addition to 
holding at least one education job. The non-creative occupations held included working 
in sports and recreation, hospitality, as sales assistants or miscellaneous labourers.  
 
Overall, participants with education jobs were equally likely as those without to 
aspire to creative careers, and equally unlikely to aspire to non-creative careers. All 
participants were asked to what extent, on a 1-to-5 scale, they aspired to (1) a creative 
career, and (2) a non-creative career. Participants with at least one education job gave 
equivalent responses to this question as participants without an education job (U = .842 
and .542, p>.05 (1) mean = 4.17 (SD 1.11) and mean = 4.12 (SD 1.19) respectively, and 
																																																								
3 Using the Creative Trident 2011 classification of creative vs non-creative jobs. 
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(2) mean = 2.90 (SD 1.25) and 2.85 (SD 1.32) respectively). Full-time and casually 
employed educators were somewhat less likely than part-time and self-employed 
educators to aspire to creative careers (2 (4) = 10.40, p = .034). The majority of casually 
employed educators were university tutors engaging in concurrent further study. Music 
graduates were most likely to be self-employed as educators; performing arts graduates 
were mostly likely to be employed full-time as educators (2 (20) = 51.08, p = .0001).  
 
These findings indicate that creative graduates who teach do so for different reasons. 
For a proportion of (typically) self-employed or part-time teachers, most commonly with 
backgrounds in music, education appears to be a ‘day job’, with graduates maintaining 
concurrent creative career aspirations. On the other hand, there are a group of (typically) 
full-time or casually employed teachers, most commonly with backgrounds in performing 
arts / dance, where creative career aspirations are less likely to be maintained. 
 
Adding creative value and career satisfaction / success 
All survey participants who were engaged in non-creative work were asked to 
indicate, on a 1-5 scale, to what extent they felt that they added creative value in their 
non-creative work. Overall, the mean rating given was 4.01 (SD = 1.28). Compared with 
other non-creative work, graduates employed as educators indicated much higher ratings 
with respect to adding creative value, at mean 4.50 (SD = 1.17) vs mean 3.89 (SD = 1.29), 
U = -3.97, p=.0001. The most common types of creative value that graduates employed 
as educators felt that they added included: imagination/creative viewpoint/creative ideas 
(40.88%); critical thinking (37.12%); public speaking/presentation/performance (32.70%), 
and writing/editing (27.67%). 
 
In general graduates who only did creative work felt that they were more successful 
than those who did non-creative work (U = 4.57, p = .0001, 1-5 mean = 3.66 SD = 1.07 
vs mean = 3.23 SD = 1.20). However, graduates who engaged in education work rated 
themselves as more successful, on average, than those who only worked in creative jobs 
(U = -2.22, p = .028, 1-5 mean 3.78 SD = .95 vs mean = 3.61 SD = .90). This finding 
may be partly explained by the reasonably strong positive correlation of .402 (p=.01) 
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between the extent to which graduates in education believed that they added creative 
value through their non-creative work, and their self-rated career success. 
 
Conclusion 
The Australian graduate tracking survey has provided a wealth of findings that 
expand previous census-based analysis of creative employment in Australia, and in 
particular creative employment in the education sector. First, the survey findings confirm 
that education qualifications and education work are both very common indeed among 
cultural production graduates – in fact, nearly one quarter of the creative graduates 
surveyed were engaged in education work to some extent at the time of surveying. 
Education work seems to be a good option for creative graduates, in that those who 
undertake education work are satisfied with their careers – more so than graduates who 
undertake other types of ‘non-creative’ work, and interestingly, also more than those who 
only undertake creative work. This may be related to the fact that the educators in the 
sample feel that they add creative value through their education work. 
 
However, creative graduates who pursue creative work are not a homogeneous group. 
It is clear from the findings of the study that creative graduates pursue education work for 
different reasons. For some (music graduates in particular), education work seems to be a 
‘day job’ phenomenon, undertaken on a self-employment basis at the same time as 
creative work and creative career building. For others (particularly performing arts 
graduates), education work seems to be more than a ‘day job’. For these graduates, 
education work is undertaken as a career.  
 
Some findings from the survey analyses are not consistent with the census analysis 
results, and further investigation is required. For instance, a considerably larger 
proportion of respondents to the graduate survey who were working in creative jobs 
(specialist, embedded, support) were working in specialist creative occupations (64.32%) 
than census findings would suggest. In the 2011 census, only 28.06% of creative jobs 
were in specialist creative occupations. And, relatedly, a considerably smaller proportion 
of graduates working in creative occupations were working in embedded creative 
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occupations (20.70%) than might have been expected, going on analysis of census data. 
In the 2011 census, 30.34% of creative jobs were embedded in industries outside the 
creative industries. 
 
There may be several explanations for these differences. First, the Trident statistics 
include creative services occupations (e.g., design, advertising and marketing), and it may 
be these creatives who are overwhelmingly embedded in education industries, rather than 
cultural production creatives. Another explanation may be that the incidence of 
embedded cultural production work in education may be much higher among established 
creative workers (e.g., via ‘artists in schools initiatives’) rather than graduates zero to 
seven years after course completion. Third, the Australian census only collects data with 
respect to the respondent’s ‘main job’, whereas the data reported here pertains to all jobs 
that the participants held. Embedded work may be relatively more likely to be reported as 
a ‘main job’ in the census than specialist work, as embedded workers are employees and 
are more likely to be full-time than specialist creative workers (who have a tendency to 
be self-employed). 
 
The graduate survey also provides some insights in to the contributions that creative 
graduates make to the education sector, which census data cannot speak to directly. As 
previously mentioned, education occupations represented the highest concentration of 
non-creative jobs held by the graduates, with the majority working as ‘Education 
Professionals’. Despite the fact that most of this group were working in ‘Arts Education’ 
(35.76% of education professionals, 7.93% of all employed) – principally as private 
music, dance or drama teachers – they are not counted as embedded creative workers (or 
indeed as creative workers at all) under the census/Trident methodology. Rather, they are 
regarded as ‘non-creative workers working in non-creative industries’. The survey 
approach is able to investigate in a more fine grained way than the census analysis the 
contributions of occupations throughout the creative value chain, including those for 
whom the key output may be thought of as ‘creative workers’ rather than ‘creative work’. 
This points to a potential shortcoming of the Creative Trident methodology: by 
specifying creative economy employment as only including specialist, embedded and 
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support work, other workers who are necessary to the operation and growth of the 
creative economy – such as those who educate and train creative workers –are missed.  
 
The second insight that the graduate survey provides beyond the census analysis, is 
the extent to which those working in non-creative jobs added creative value. Graduates 
employed as educators in particular indicated very high ratings, with the most common 
types of creative value added including imagination/creative viewpoint/creative ideas; 
critical thinking; public speaking/presentation/performance; and writing/editing. These 
findings indicate that workers with creative training or backgrounds do perceive 
themselves to be making substantial creative contributions in jobs classified as ‘non-
creative’. These contributions can not currently be revealed in top-down approaches,   
such as analysis of census data, but rather can only be recognised in bottom-up 
approaches such as graduate surveys. In combination, top-down and bottom-up 
approaches can provide a range of insights not only in to the phenomenon of embedded 
creative work in the education sector, but in to the variety of contributions that creative 
workers, or those with creative training, can make to education. 
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Figure 1. The Creative Trident model: Mapping creative occupations and industries 
 
 
 
 
Figure 2. Disciplines of creative degrees held by study participants 
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ANZSCO Code Job title 
134111 Child Care Centre Manager 
134311 School Principal 
134411 Faculty Head 
134412 Regional Education Manager 
134499 Education Managers nec 
241111 Early Childhood (Pre-primary School) Teacher 
241112 Kaiako Kohanga Reo (Maori Language Nest Teacher) 
241211 Kaiako Kura Kaupapa Maori (Maori-medium Primary School 
Teacher) 
241212 Pouako Kura Kaupapa Maori (Maori-medium Primary School 
Senior Teacher) 
241213 Primary School Teacher 
241311 Middle School Teacher (Aus) / Intermediate School Teacher (NZ) 
241411 Secondary School Teacher 
241511 Special Needs Teacher 
241512 Teacher of the Hearing Impaired 
241513 Teacher of the Sight Impaired 
241599 Special Education Teachers nec 
242111 University Lecturer 
242112 University Tutor 
242211 Vocational Education Teacher (Aus) / Polytechnic Teacher (NZ) 
249111 Education Adviser 
249112 Education Reviewer 
249211 Art Teacher (Private Tuition) 
249212 Dance Teacher (Private Tuition) 
249213 Drama Teacher (Private Tuition) 
249214 Music Teacher (Private Tuition) 
249299 Private Tutors and Teachers nec 
249311 Teacher of English to Speakers of Other Languages 
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ANZSIC Code Industry title 
8410 Preschool Education 
8421 Primary Education 
8422 Secondary Education 
8423 Combined Primary and Secondary Education 
8424 Special School Education 
8431 Higher Education 
8432 Technical and Further Education 
8440 Other Education 
Table 1. Education ANZSCO/ANZSIC codes and corresponding job/industry titles 
 
Occupation 
% creative 
graduates 
(n=151)4  
Music Teacher (Private Tuition) 19.21 
University Lecturer 11.92
University Tutor 9.93 
Dance Teacher (Private Tuition) 9.93 
Secondary School Teacher 9.27 
Teacher of English to Speakers of Other Languages 2.65 
Primary School Teacher 1.99 
Private Tutors and Teachers Not Otherwise Classified 1.99 
Vocational Education Teacher (Aus) \ Polytechnic Teacher (NZ) 1.32 
Education Reviewer 0.66 
Drama Teacher (Private Tuition) 0.66 
‘Teacher’ – but did not specify level of detail required for further 
classification 
30.46
Table 2. Graduates’ Education Occupations 
 
																																																								
4 Eight people did not provide information beyond ‘education’, so have not been included in this table. 
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Industry 
% of education 
jobs (n=196) 
Education and Training 77.04 
Public administration and safety (includes 
government departments responsible for education 
and the arts 16.33 
Information Media and Telecommunications 2.04 
Arts and Recreation Services 1.53 
Retail trade 1.02 
Accommodation and food services 1.02 
Health Care and Social Assistance 0.51 
Did not specify 0.51 
Table 3. Broad industries in which graduates in education occupations are employed 
 
 
Industry 
% of creative 
graduates employed 
as Education 
Professionals(n=15
1) 
Arts Education 35.76 
Higher Education 22.52 
Combined primary and secondary education 17.88 
Secondary education 11.26 
Technical and Vocational Education and Training 3.31 
Primary education 2.65 
Adult, community and other education NEC 1.32 
Educational Support services 0.66 
Did not specify this level of detail 4.64 
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Table 4. Detailed industry sector information for industries in which graduates in 
education occupations are employed 
 
 
Occupations 
% 
education 
industry 
jobs 
(n=215)5 
Education Professionals 70.23  
Business, Human Resource and Marketing Professionals 6.98 
Arts and Media Professionals 5.58 
Specialist Managers 3.72 
General Clerical Workers 3.26 
Other Technicians and Trades Workers 1.86 
Sports and Personal Service Workers 1.40 
Hospitality, Retail and Service Managers 1.40 
Chief Executives, General Managers and Legislators 0.93 
Office Managers and Program Administrators 0.93 
Personal Assistants and Secretaries 0.93 
Design, Engineering, Science and Transport Professionals 0.93 
Other Clerical and Administrative Workers 0.93 
Legal, Social and Welfare Professionals 0.47 
Did not specify 0.47 
Table 5. Occupational information for graduates employed in Education Industries 
 
																																																								
5 Of the 681 participants currently working, 23.94% (or 163 participants) were working in education 
industry jobs. These graduates tended to be working or to have worked in more than one education industry 
job (average 1.32 jobs per graduate), hence n=215. 
